REAL OR NOT
Now That You Have It, What Are You Going To Do With It and How?_ by Anne Britton Cataloging Internet art creates an opportunity for libraries to provide immediate access to contemporary artworks for an unlimited number of patrons. In short, Internet art integrated in a library catalog can distribute art, cheap and fast, to a wider audience than artists' books ever could. In this paper I will dis cuss some practical aspects of cataloging and archiving Internet art. My discussion is divided into five sections: Definitions, Selection, Acquisition, Cataloging, and Preservation.
Definitions
There are many similarities between artists' books and Internet art. Like an artist's book, Internet art can be linear, non linear, self-published, gallery-driven, high production, low production, technically complex, technically simple, ephemeral, archival, purely pictorial, all-text, interactive, prosaic, poetic, goofy, gimmicky, one-liner-ish, accessible, inaccessible, art, doc umentation and surrogate.
One example of an artists'-book-Internet cross-over artist is Claude Closky, who has made books like First Thousand Numbers Classified in Alphabetical Order (1989) 
Acquisition
Having selected some Internet resources, the information professional then considers access. Roy Tennant writes in the January 2000 issue of American Libraries, "When one decides that a resource is worth collecting, how does one 'collect' it? Is point ing to it from a Web page sufficient? Should the resource be cataloged in the library catalog? What is a collection? Is it what you own, or everything you can encompass with links as well as walls?"6 A collection of Internet art can consist of either locally held or remote resources, or both. A lot of Internet art lacks the stabil ity on which much of art history so far has been predicated and which is so helpful to librarians in acquiring and cataloging a particular published resource. As Steve Holtzman notes: "Even shares [with the artist] all rights regarding publication" and "Full copyright" gives the collector "all rights to...publication."
On the other hand, there are remote resources. As Eugenie Prime, Hewlett-Packard's Library Manager, says: "Own nothing.
Maintain nothing. Access everything. That's my mantra."8 Put another way, remote resources require less tech support overall. In a Web-based library catalog, the beauty of cataloging the link (using, for example, MARC's 856 field) as opposed to archiving and cataloging the object itself, is that little or no tech support is required.9
Further, many works of Internet art are already archived and fully accessible. Turbulence, for one, has very functional archived copies of some thirty-four works from 1996 to the present.
Rhizome, also, with a database of some seventy works, provides access to both the original URL and often its "clone." Also, as you 
Cataloging
In the cataloging process, one solution to the problem of shiftiness is to note that a particular site has been cataloged on a particular day. That is, the catalog record might include a note such as: "(Viewed via the World Wide Web on March 20,
2000)."
In cataloging either remote or local resources at the level of data fields, one might choose MARC, Dublin Core, or VRA's core data fields, for instance. Other data fields are worth con sidering as well, like those for interactive telecommunications projects at New York University (http://itp.nyu.edu/itpWeb/ html/prj_index.stm), which include fields for: "Type, Technology, Freshness Date, Plugin, Semester." Rhizome (http:/ / www.rhizome.org/artbase/ab_indexing_info.html) also uses locally contrived data fields, some nominally identi cal to NYU: "Type, Technology, Category, Keyword." These fields are standard only at the local level, although some can be cleanly mapped to MARC or Dublin Core.
At the level of data values, catalogers need controlled vocabularies. Some archives of Internet art have created their own field-specific vocabularies. Rhizome, for instance, allows the following values in its "Technology" data field: "HTML, DHTML, QuickTime, CuSeeMe, Java, Perl, Flash, Shockwave, Javascript, VRML, RealPlayer, MP3, download, and E-mail." Rhizome's "Keyword" field is also controlled by a short word list which includes terms like: "Artificial Life 
Rick Rinehart of the Berkeley Art Museum and the
Conceptual and Intermedia Art Online (CIAO) project believes that it is "critical to preserve both the look and feel (or behavior) and the content" of an Internet artwork.12 For Internet artworks archived in the CIAO database, Rinehart looks to three preser vation methods: 1) Static preservation (that is, all hardware, software, plugins, etc., which is expensive); 2) Migration of data (which preserves content but not behavior); and 3) Emulation, a strategy proposed by Jeff Rothenberg of RAND in which the object is encoded or "wrapped" in a shell of electronic data, and the shell, not the object, is migrated over time. Rothenberg's idea has not yet been written into software.
To summarize: The time-consuming process of selecting Internet art is expedited by selection aids found both online and offline, and particularly by compilations of links. These compila tions often have confusing titles, but persistence pays off. Acquiring copies of Internet art requires upkeep of hardware, software, and peripherals, while "acquiring" a remote resource suggests acceptance of Internet art as an ephemeral medium. Copyright concerns are central to both types of acquisition.
General guidance for cataloging Internet art can be found in the standard literature for cataloging electronic resources. As with artists' books, standard cataloging guidelines are broadly help ful, especially in pointing to the value of bibliographic documentation beyond the item in hand. Vocabularies for Internet art are emerging, but several existing archives use local ly controlled vocabularies. And last, but not least, practices for archiving digital objects are still being developed. Stay tuned.
One last comment: I would argue that funding for the above mentioned library work relating to integrated access might be justified in several ways. 1) Art audiences can interact with art objects on their own time, outside of the white cube of the gallery or museum. 2) The library can serve as a long-term venue for dig ital art. 3) If an Internet artwork is truly ephemeral (by design or accident), the catalog record will provide documentation, if noth ing else. Finally, 4) currently available collections of works and links are incomprehensive, variously standardized, and existing outside of shared bibliographic utilities.
